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r.) 
The distinctive feature of ourIndian music is Manodharma Sangeeta— 
an aspect best exemplified in the exposition of Raga, Tana and Pallavi which 
calls for a large measure of spot improvisation in concerts as against com- 
positions like Varnam, Kriti, Padam, Javali, Tillana etc., which belong to 
the realm of Kalpita sangeeta. In the past there were not only adepts in 
elaborating particular ragas for hours together like Todi Sitaramayya, 
Sankarabharanam, Narasayya etc., but also famous specialists in Pallavi 
exposition like Pallavi Gopala Iyer, Pallavi Seshayyar, Pallavi Doraiswamy 
Iyer and Shatkala Govinda Marar. Pallavi Sampradaya is to be found oaly 
in the Carnatic tradition and our Nadaswara vidwans have played a very 
prominent role in helping it to flourish. 


It is said that till the early decades of this century, concerts of Carnatic 
music used to be invariably of at leat 4 hours duration with Ragam, Tanam, 
Pallavi being the major segment occupying the lion’s share of the item, if 
not the exclusive item. Among the distinguished Pallavi exponents who 
flourished during the closing decades of the last century and the early years 
of this century, special mention must be made of Namakkal Narasimha 
Iyengar who possessed unsurpassed mastery over rhythm, Neraval and Swa- 
raprastharam particularly in Tisra nadai. Others who belonged to this galaxy 
were Ramanad (Poochi) Srinivasa Iyengar, Konerirajapuram Vaidyanatha 
Iyer, Kalladaikuruchi Vedanta Bhagavatar, Mazavarayanendal Subbarama 
Bhagavatar, Karaikkudi Veenai brothers (Subbarama [yer and Sambasiva 
Tyer) and Jast but not the least Conjeevaram Nayana Pillai. The disappear- 
ance from the scene of Nayana Pillai, who possessed a remarkable mastery 
over laya, brought to an end the era of exalted Pallavi exposition. An ever 
accelerating tempo of life and consequent reluctance on the part of the 
audience to sit through any concert of more than 2 hours duration, all 
round dilution and decline of classical values resulting from increasing 
exposure to cinema ard pop music and a perceptible craze for variety in 
everything not excepting items in concert programmes have paved the way 
for reducing both the importance and duration of Pallavi in contemporary 
concerts and in an increasing number of cases, the tendency is to do away 
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with Pallavi altogether. This is indeed a very sorry state of affairs which has 
somehow to be remedied if Carnatic music is to be restored to the glorious 
traditiions of the past. 


Raga 


Raga represents the culmination of the conscious efforts of our musici- 
ans from times immemorial to bring out the different rasa bhavas which 
spontaneously sprang out of their inner selves. The diverse ragas which 
emerged in this fashion resulting from the emotions experienced by our 
singers developed in stages during the histroy of our music and our musico- 
logists prescribed appropriate lakshanas to these ragas to give each one of 
them a distinctive identity. It should not be forgotten that these laksha- 
nas were based only on the lakshyas as prevalent at different periods in the 
course of the evolution of our music. Right from the times of Bharata and 
Matanga, lakshanas like graha, amsa, tara etc., became essential for the 
development of Jatis which were later enlarged to include Sanyasa, Vin- 
yasa etc. Along with Shuddha, Sankirna etc., this blossomed into 18 jatis. 
The comparatively ancient ragas in vogue over a long span of time came to 
be known as Marga or Bhasha ragas while those of recent origin were called 
Desi ragas. Depending on the exigencies of time and region, the ragas 
underwent considerable changes and came to be classified into Ragas and 
Raginis, Stree-Purusha ragas as well as Gana, Naya and Desi ragas. Other 
‘divisions include Raganga, Bhashanga, Kriyanga and Upanga as well as 
Sampoorna, Shadava and Oudava sections. Subsequent to the time of 
Venkatamakhi, innumerable ragas came into existence based on the Janaka- 
Janya system of raga classification. At present some Vidwans have brought 
into popularity even many Vivadi ragas. 


Once the raga has been selected for exposition of the pallavi, its detailed 
development in the pre-pallavi session is done in three parts—Akshiptika. 
Ragavardhani and Makarani. Akshiptika connotes the introductory render- 
ing of the raga and its main purpose is to make distinct beyond the shadow 
of any doubt the identity of the raga. Ragavardhani or the central portion 
refers to the extensive delineation of the raga and this is carried out pro- 
gressively in different stages. The first stage covers Madhyastayi to Man- 
drastayi. The next stage of the alapana is mainly in the Madhyastayi. The 
sancharas in the subsequent stage are largely in Tarastayi. The last stage of 
Ragavardhani comprises sancharas from Mandrastayi to Tarastayi in three 
kalas replete with birgas. The finale of the entire alapana is in Madhyastayi 
shadja and this concluding portion is known as Makarani. 


Tanam 


In the ancient Bandara language Thena is an auspicious word connot- 
ing the esoteric concept ‘OM. TAT SAT OR THATHVAMASI’ and it 
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is possible thatin course of time this term changed into Thanam. In Mantra 
shastra, if we split the word tanam into the constituent syllables Tha, A, 
Na and Am, the Thakara is said to denote Sankar; the Akara, Brahma; 
the Nakar, Vishnu; while the final Bindu Am represents all the three deities 
together i.e., the Trimurti. 


According to the late Sangeeta Kalanidhi Mudikondan Venkatarama 
Tyer, in our ancient music texts, the term Tana refers merely to the diverse 
permutations and combinations of svaras. In these texts it is mentioned 
that ragas are Ananta and so are Talas. The word Ananta would also 
refer to Sarvesvara and as such ragas are rendered using the syllables 
which go to make up this term viz. Aa, Nam and Tan—particularly the Aa- 
kara which is used most profusely. As in the case of Varnas, one can render 
ragas and for that matter Thanam tooisin 3 kalas—Chaukka, Madhyama 
and Durita. When the raga is rendered in Madhyamakala, the syllables 
Tha and Na are used far more frequently in succession along with the 
Aakara so as to sound like Thanam and this possibly is the genesis of the 
Thanam as currently prevalent in the realm of Carnatic music. The optimal 
kalapramanam for Thanam is Madhyamakala while Duritakala Thanam 
is knownas Ganam. Two broad classifications of Tanam are Shuddha tanam 
and Koota tanam. The latter comprises different types like Chakra tanam, 


Manava tanam etc. 


Pallavi 


In modern parlance, the term pallavi refers to two differnt entities— 
first the initial portion of a musical composition and secondly the extensive 
exposition of a line of musical words set to a chosen raga and an avarta 
of tala inclusive of elaborate Neraval or Vinyasa and Swaraprasthara. 
In the view of distinguished musicologists of Karantaka like the late 
Sangeeta Kalanidhi Rallapalli Ananthakrishna Sarma and the late Chen- 
nakesaviah, the term Pallavi does not figure as such in anyone of our 


ancient music treatises. 


According to Prof. Sandyavandham Sreenivasa Rao* the roots of Pal- 
lavi exposition lie in the Jatis of Bharata, its flowering in Sarangadeva’s 
Rupaka alapti and its fruiting in the Nadarasa of the Trinity. According 
to him the following short passage in the Prakeernaka Adhyaya of Sangita 
Ratnakara represents the quintessence of the Pallavi of our times: 
‘Roopakasthena ragena talenacha vidheeyate yaprakta roopakalapti so 
punar dvividha bhaveth prathigrahanikaikanya bhanjanthyubidheeyate’. 


Prof. Sambamoorthy however, dismisses this allusion to Pallavi expo- 


*Vide article published in Shanmukha, Bombay, Vol. VI, January, 1980, p. 32. 
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sition in the Sangita Ratnakara as very vague. Coming to the other mean- 
ing of the term Pallavi, there is a commencing portion in each of Jaya- 
deva’s Ashtanadis called Dhruva which also serves to connect up with the 
end of each charanam. Basavanna refers to this Dhruva as Pallava in 
respect of his vachanas. Annamacharya too has composed his songs in 
different sections starting with Pallava. It is significant that the term Pal- 
lavi to denote the initial part of a musical composition seems to have 
emergzd roundabout the time of the Trinity as also Pallavi exposition as 
we know it today which too is believed to be just 200 years old as evidenced 
by the fact that the earlicst reference to this aspect in the history of 
Carnatic music is the Pallavi contest between Syama Sastri and Bobbili 
Kesavayya. 


The credit of being the pioneer in introducing Sangatis into musical 
compositions goes beyond doubt to Saint Tyagaraja and the Pallavis in 
particular of his compositions are veritable storehouses of beautiful and 
highly delectable sangatis. It is quite in the realm of probability that mu- 
sicians who were Tyagaraja’s contemporaries, stirred by the excellence of 
the Pallavi moiety of his compositions replete with Sangatis, started ela- 
borating them with Neraval and Svaraprasthara and this aspect became 
the major segment of their concerts. This would appear to be the genesis of 
the tradition of Pallavi exposition in Carnatic music. The facts that the 
sthitya of many ancient Pallavis consisted of the initial words of Tyagaraja’s 
compositions Iends supports to this view as for example ‘Nannupalimpa 
natachitivo’, ‘Mamava raghurama’, ‘Ramam, bhajeham’, ‘Bhajare raghuvi- 
ram’, ‘Sreerama jayarama’ etc. Later on the commencing portion of the 
songs of other eminent composers also came to be used for pallavi exposi- 
tion like ‘Devi brova samayamidhe’ (Syama Sastri), ‘Nirajakshi Kamakshi’ 
(Dikshitar), ‘Ganalola karunalavala’ (Chinnaswami Dikshitar), ‘Mahima- 
teliya tarama’ (Anai Ayya) and ‘Koniyade tarama? (Garbhapuri). 


Pallavi consists of three sections. They are Eduppu or the beginning, 
the Arudi or Padagarbha and the Muktayi. The Eduppu can be of 4 types— 
Anagatam, Samam, Atitam or Vishamam. The end of the first moeity of 
the Pallavi is Arudi. or Padagarbha. In a pallavi the Arudi plays an impor- 
tant role in maintaining the balance between the Prathamanga and the 
Dvitiyanga and it should be sufficiently long, covering at least 4 akshara- 
kalas of the tala. Joining the end with the Eduppu is Muktayi. The Eduppu 
swara and the muktayi swara should be coined appropriately in such a 
manner that invariably the Muktayi swara is the succeeding one to the 
Eduppu swara. The Sahitya can be developed according to one’s mano- 
dharma during neraval but the punctuation must always be constant 
without altering the placement of sahitya or words throughout and care 
should be taken to see that the syllables of the sahitya fall at the identical 
places in the avarta as in the fundamental scheme. 
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Pallavi itself is construed as made up of the initial syllables of the follow- 
ing three terms—Padam (meaning words), layam (meaning time measure or 
rhythm) and vinyasam (meaning variations). The sahitya of the pallavi is 
confined to one of the south Indian languages and mzy be sacred or secular- 
amorous or based on Shringara rasa (eg. Kamalakshi viraha morvane 
samamugara dhisalubrove), humourous (eg. Kutthalattu kurange marat- 
thai vittirange) or satirical (eg. Ninyako nina hanyako). An exmaple of 
the sahitya- of a vichitra pallavi is Upparaikkasu, Puliyaraikkasu, Mila- 
karaikkasu, Kadukaraikkasu nalarai rendukasu. 


From the point of view of musical construction, pallavis may be classi- 
fied into Chaukkakala pallavi, Madhyamakala pallavi, Duritakala 
pallavi, Shatkala pallavi, Nadai pallavi, Dvitala pallavi etc. An example 
of Ragamalika pallavi is Sankarabharanai azhaotthodi vadi kalyani 
darbarukku and of Ragamudra Pallavi, Bhairavi maha Tripuradunsari. 
Rettai pallavis or double pallavis are an interesting variety and are unique 
by themselves; the entire pallavi in this case consists of two independent 
pallavis with separate Padagarbhas with the first pallavi suggesting the 
theme of the second and leading on to it (eg. Chakkaka ni neebhajana 
Jesevariki thakkuva bhuvigalada O rama Anudinamu). As the names 
imply, the svarasthana pallavi is replete with svaraksharas (eg. Sariga 
paga nichchene sadha paga nichchene) and the Konnakkol pallavi with 
solkattus (eg. Dhittalangu mani vedalina sri ganapati). In Yati pallavi 
treatment of Yati pattern is to be found in the sahitya (eg. Gopuchcha 
yati srotovahayati samayati) etc. 


Anuloma & Pratiloma 


Jn anuloma while keeping the tempo of reckoning the tala constant, 
the sahitya is rendered at double and quadruple speed; as a consequence 
the sahitya will be heard twice and four times respectively within the 
time span of the original duration. Viloma is said to consist in retracing 
the steps backwards in the reverse direction in an identical manner and 
ending just as the pallavi is commenced. According to one version, Pra- 
tiloma consists in keeping the tempo of reckoning the tala constant, 
and rendering the sahitya at half and quarter speeds; as a consequence 
the full sahitya will be heard successively in twice and four times the time 
Span of the original duration. According to another version, in Pratiloma 
the sahitya as well as the tala reckoning is started in duritakala and while 
keeping the speed of reckoning the tala constant, the sahitya is sung succes- 
sively in Madhyama kala and Vilamba kala. But, in fact this is no different 
from Viloma. Actually Pratiloma consists in commencing both the sahitya 
and tala of the pallavi in its appropriate chosen kalapramana and while 
keeping the speed of singing the sahitya constant, the talais reckoned with 
the hand successively at double and quadruple tempo with the result that 
the tala is heard twice and four times respectively within the same time span, 
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Anuloma and Pratiloma are more appropriate in the case of chaukka 
kala pallavis of 2 or 4 kalais. No doubt a high degree of laya gyanam is an 
essential pre-requisite for their accurate and correct rendering. But even 
so they only serve to confirm that the debutant has carried out painstak- 
ing homework. They are merely optional whereas the indispensable aspects 
of pallavi exposition are beyond doubt variegated neraval or vinyasam 
and exquisite swaraprastaram. Only these would reveal the singer’s depth 
of scholarship and bear testimony to his or her level of- manodharma 
improvisation. 


Conclusion 


In order to nurture and upgrade the pallavi traditions, it is incumbent 
on the part of music institutions, music sabhas, Government and private 
music colleges etc., to arrange for frequent participation by students, 
music lovers as well as aspiring amateur musicians in advanced pallavi 
classes and pallavi demonstrations by distinguished and worthy exponents 
as well as periodical pallavi competitions. This is the surest method of 
resutrecting the tradition of pallavi singing and preserving it for posterity, 
bringing about a Renaissance in the field, paving the way for the emergence 
of a generation of budding musicians well-versed in this dying art and. 
= restoring Carnatic music to the glorious traditions of the bygone 

ays, 


